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MENAHEM PRESSLER piano 
Menahem Pressler, founding member and pianist of the Beaux Arts Trio (found-
ed in 1955), established himself among the world's most distinguished and 
honored musicians, with a career that spans nearly five decades. 
Professor Pressler's world renowned career was launched after he was awarded 
first prize at the Debussy International Piano Competition in San Francisco in 
1946. This was followed by his successful American debut with the Philadelphia 
Orchestra under the baton of Maestro Eugene Ormandy. Since then, Pressler's 
extensive tours of North America and Europe have included performances with 
the orchestras of New York, Chicago, Cleveland, Pittsburgh, Dallas, San 
Francisco, London, Paris, Brussels, Oslo, Helsinki and many others. 
The 1955 Berkshire Music Festival saw Menahem Pressler's debut as a chamber 
m ·an, where he appeared as pianist with the Beaux Arts Trio. This collabo-
rat10n quickly established Pressler's reputation as one of the world's most 
revered chamber musicians. His other chamber music collaborations have 
included multiple performances with the Juilliard, Emerson, Guarneri and 
Cleveland Quartets as well as the Israel Quartet and the Pasquier String Trio. In 
that same year Pressler began his association with the music school at Indiana 
University where today, in honor of his outstanding teaching abilities, he holds 
the rank of Dinstinguished Professor of Music. He was awarded the Service 
Award by Chamber Music America in 1994. 
Professor Pressler has received honorary doctorates from the University of 
Nebraska-Lincoln and the North Carolina School of the Arts. He received a 
Lifetime Achievement Award from Gramophone Magazine in London, and the 
German Critics "Ehrenurkunde" award in recognition for 40 years of being the 
standard by which chamber music is measured. 
In addition to over fifty recordings with the Beaux Arts Trio, Menaham Pressler 
has compiled over 30 solo recordings, ranging from the works of Bach to Ben 
Haim. 
Born in Magdeburg, Germany, Menahem Pressler rec;eived most of his musical 
training in Israel. His life has always been completely devoted to his music. 
When not on tour with the Beaux Arts Trio, giving solo performances, or 
teaching master classes, Pressler can be found teaching at Indiana University. 
Pressler lives in Bloomington, Indiana with his wife Sara. 
The Muir String Quartet, in Residence at Boston University, has long been acknowledged as 
one of the world's most powerful and insightful ensembles, distinguishing itself among audi-
ences and critics with its "exhi.larating in.volvement" (Boston Globe), "impeccable voicing and 
intonation" (San Francisco Examiner) and "unbridled musicality"(American Record Guide). 
Winner of the 1981 Naumburg Chamber Music Award and 1980 Evian International String 
Quartet Competition, the Muir first appeared on the scene in 1980, and was greeted with 
rave reviews and an extensive feature in the New Yorker. The quartet was also featured on 
the internationally acclaimed PBS broadcast, [11 Performance at the White House for President 
and Mrs. Reagan. Formed in 1979 following graduation from the Curtis Institute of Music, 
the Muir String Quartet's principal chamber music teachers were Felix Galimir and members 
of the Guarneri Quartet. 
In its commitment to advancing contemporary American music, the Muir Quartet has had 
commissioned works written for them by such distinguished composers as Joan Tower 
(Night Fields), Sheila Silver (From Darkness Emerging), Richard Danielpour (Shadow Dances and 
Psalms of Sorrow - featured on CBS Sunday Morning), Richard Wilson (Third String Quartet), 
and Charles Fussell (Being Music -based on poetry of Walt Whitman). The quartet alsr e 
the World Premiere performance of the Native American collaborative work, Circle of l . ., 
featured on National Public Radio. Recently-premiered works include those by esteemed 
American composers Richard Danielpour (Feast of Fools - for bassoon and string quartet), 
Lukas Foss (String Quartet #4), Ezra Laderman (String Quartets #9 and #10), and Joelle 
Wallach (String Quartet #3). 
The Muir Quartet has been in residence at Boston University's School of Music since 1983, 
and gives annual summer workshops at the Boston University Tanglewood Institute (BUTI). 
The Muir has also given master classes at schools nationwide, including the Eastman School 
of Music, the Curtis Institute, and the Shepherd School of Music at Rice University in 
Houston, Texas. For over a decade, the quartet has taught, coached, and administered the 
Advanced Quartet Program at the Summit Institute for the Arts and Humanities in Utah, for-
merly the Snowbird Institute now in Park City, Utah, where the Muir works in tandem with 
composer Joan Tower. 
In keeping with the quartet's namesake, the great naturalist, explorer and Sierra Club 
Founder, John Muir, the quartet donates proceeds from its.much-touted EcoC!assics CDs to a 
variety of environmental and conservation organizations ~ Its recording of the Beethoven 
Quartets (Op. 132 and the Grosse Fugue) on this label received a 1995 Grammy nomination. 
The most recent EcoC!assics release is a mixed repertoire CD with flutist Carol Wincenc and 
baritone Douglas Webster. The Muir can also be heard on recording for ADDNQualiton and 
EMI, for which it received two Grand Prix du Disque. 
Highlights of recent and upcoming appearances include cities such as New York, Chicago, 
Los Angeles, San Francisco, Philadelphia, Detroit, Vancouver, Montreal, Seattle, Cincinnati, 
Pittburgh, Phoenix, Toronto, Houston, and Minneapolis. The quartet's busy European con-
cert schedule also takes them frequently throughout Germany, France, Austria, Switzerland, 
Belgium, and the Netherlands. 
The Muir has been lauded for its stunning performances of complete Beethoven String 
Quartet cycles of Boston, Providence, Salt Lake City, Bozeman (Montana), the University of 
Maryland, and on the prestigious Slee Series in Buffalo. 
PROGRAM NOTES 
LUDWIG VAN BEETHOVEN (1770-1827) 
Sonata for violin and piano in A minor, op. 23 
In 1792 Beethoven left his native city of Bonn to seek his fortune in the imperial capital, 
Vienna. Five years earlier his patron, the Archbishop of Cologne, a scion of the imperial 
family, had sent him to Vienna, where he had hoped to have lessons with Mozart. His 
plans were frustrated by the illness and subsequent death of his mother, which made it 
necessary to return to Bonn and before long to take charge of the welfare of his younger 
brothers. Beethoven's father, overshadowed by the eminence of his own father, 
Kap.ellmeister to a former Archbishop, had proved inadequate both as a musician and in 
the family, of which his son now took control. 
As a boy Beethoven had been trained to continue family tradition as a musician and had 
followed his inadequate father and relatively distinguished grandfather as a member of 
ti- hepiscopal musical establishment. In 1792 he arrived in Vienna with introductions 
to' , 10us members of the nobility and with the offer of lessons with Haydn, from whom 
he later claimed to have learned nothing. There were further lessons from the Court 
Composer, Antonio Salieri, and from Johann Georg Albrechtsberger, with violin lessons 
from Schuppanzigh and from the former Esterhazy violinist Wenzel Krumpholtz. His ini-
tial career as a keyboard virtuoso was one of some brilliance and he was to establish him-
self, in the course of time, as a figure of remarkable genius and originality, as a man no 
respecter of persons, his growing eccentricity all the greater for his increasing deafness. 
This last disability made public performance, whether as a keyboard-player or in the 
direction of his own music, increasingly difficult, and must have served to encourage the 
development of one particular facet of his music, stigmatised by hostile contemporary 
critics as "learned", the use of counterpoint. He died in Vienna in 1827. 
The works that Beethoven wrote for violin and keyboard cover a period from about 1792 
up to 1819, the period of the Hammerklavier Sonata, starting with a set of variations on 
an operatic air from Mozart and ending with a set of variations on national themes for 
flute or violin. The most significant part of this repertoire must be the ten sonatas which, 
although uneven in quality, represent a major contribution to the literature of the genre. 
Here Beethoven shows his ability to provide music that demands a partnership between 
the two players, no more piano sonatas with optional violin accompaniment, whatever 
the title-page of the earlier works may have suggested. As in the maturer work of Mozart, 
the violin is treated as an essential participant, a division of labour that has since been 
generally established. lt is worth noticing that eight of the ten sonatas were written 
between 1797 and 1802. 
The Sonata in A minor, Opus 23, was written in 1801 and published, together with the 
Sonata Opus 24, in the same year, with a dedication to the banker Count Moritz von 
FriP a strong supporter of Beethoven, whom he continued to assist financially until his 
o. ankruptcy in 1825. The first movement is one of particular brilliance, with a lilting 
se't: d subject that finds a place for subtle contrapuntal pointing and a central develop-
ment derived largely from the opening figure of the movement. Counterpoint has a more 
important role in the A major Andante scherzoso with its quirky opening section and 
stricter fugal imitation in what follows. The final Allegro mo/to allows the piano to state 
the principal subject, followed by the violin, repeated after the brief Adagio that closes the 
first intervening episode. A brief scherzo-like passage in A major and the return once 
more of the principal theme lead to a slow F major theme treated contrapuntally and in 
other ways. These elements re-appear in the concluding section of the sonata. 
ANTONIN DVORAK (1841-1904) 
Piano Quintet in A Major, op. 81 
-Naxos Music 
When Bedrich Smetana took over the directorship of Prague's Provisional Theater in 
1866, the principal violist in the orchestra was Antonin Dvorak. At the time, Dvorak was 
a young, energetic musician who seemed unusually interested in music with a Bohemian 
folk flavor and whose ambition was 'to become a composer. This fortuitous intersection of 
careers represented a kind of "passing of the baton" of Bohemian nationalism in music. 
Indeed, Dvorak's early works follow the Smetana model of classical form with passages 
of a generalized "folkish" flavor, but he would soon follow a different path. 
Smetana was already a well-established composer and conductor when the Hapsburg 
cultural dominance of Bohemia weakened in the mid-19th century, allowing for the 
growth of an emergent Czech nationalism. But in Smetana's "nationalistic" works, espe-
cially the popular pieces like his opera The Bartered Bride and the symphonic Ma vlast, the 
Bohemian influence is usually restricted to the subject matter, or episodes of local color in 
the context of an essentially Germanic style. Smetana's first language was German, and 
he only tried learning Czech (with limited success) as an adult. Dvorak, on the other 
hand, was from Slavic peasant stock, and the notion of "folk" that recurs in his music 
emits a sincerity and authenticity that his more urban colleagues could only mimic. 
Dvorak's affinity with folk music was genuine, and that was true whether he was revel-
ing in his indigenous Bohemian folk culture, exploring African-American spirituals, or 
taking notes on Native American music. 
Part of the reason for Dvorak's success lay in the support he received from such luminar-
ies as the influential Viennese critic Eduard Hanslick (who had studie9 piano with anoth-
er Bohemian, Vaclav Tomasek) and Johannes Brahms, 9oth of whom championed the 
young composer's early efforts. As his nationalistic leanings became more pronounced in 
works such as the Slavonic Dances, Op. 46, Dvorak began to be regarded as something of 
a romantic exotic, a kind of "Czech Chopin" in whose compositions the home-grown folk 
tradition was equally matched with the common art-music vocabulary of the day. Indeed, 
not since Chopin had any composer been equally fluent in both the art music tradition 
(which, for Dvorak's time, meant Mozart, Schubert, and especially Beethoven) and the 
essence of folk styles. 
Dvorak expressed the nationalistic aesthetic as much in his chamber works as in the larg-
er orchestral essays, and perhaps more accurately. While the symphonic orchestra is, by 
definition, an invention of the Western musical tradition, chamber music can more 
authentically reflect the "village band" ensemble, soloistic figuration, and dance orig. 
much folk music. It's in chamber works such as the String Sextet in A major (Op. 48), the 
"Durnky" Trio (Op. 90), and the A-flat String Quartet (Op. 105) that Dvorak explores the 
Bohemian folk traits of contrasting moods, fluid tonality, and angular rhythms. Also in 
this group is the Piano Quintet in A major, Op. 81, a work that, as Dvorak's biographer 
John Clapham claims, "probably epitomizes more completely the genuine Dvorak style in 
most of its facets than any other work of his." 
Dvorak wrote his first piano quintet, Op. 5, (also in the key of A major) in 1872. Although 
it was performed, it was not published - the opus number refers only to its place in 
Dvorak's private catalogue - and the composer destroyed the score. But the pianist for the 
first performance, Ludevit Prochazka, had made a copy of the score for himself. In 1887 
Dvorak decided to revisit the work after his publisher, Simrock, expressed interest in 
some of the earlier pieces, and he asked Prochazka for the sole remaining copy of the 
quintet. Dvorak decided to cut 150 measures from the first movement, 20 measures from 
the slow movement, and substantially rework the materials that remained, but he still 
could not bring himself to publish the revised version, and he left it out of the collection 
of early works he sent to Simrock. Almost immediately, though, Dvorak started work on 
a new piano quintet, in the same key, as if the process of revising the older work had 
awakened in him the possibilities for a new one. The Piano Quintet in A major, Op. 81, 
w;r itten between August 18 and October 3, 1887, and was premiered in Prague on 
Ja. 6, 1888. 
With two piano quintets in his catalogue, Dvorak belongs, with Faure, to a select group of 
chamber composers - as Gervase Hughes notes, their two quintets each are "twice as 
many as any other great composer." It's not a genre to which composers return very 
often. And of all the great quintets in the current performing repertory, Dvorak's is one of 
the most truly idiomatic. Schumann's and Faure's quintets showcase the piano, while 
Brahms's F-minor Quintet is a reworking of a string quintet. Other piano quintets by 
Saint-Saens, Franck, Elgar, and Dohnanyi have yet to claim a place in the repertory as 
firm as Dvorak's. 
The first movement (Allegro, ma non tanto) begins with the same gesture as the earlier 
quintet: a cello melody against a background of piano arpeggios. While the first theme 
begins lyrically, it takes an early dramatic turn to the minor mode, and as the remaining 
instruments enter the energy level builds into a bridge passage of vigorous dotted 
rhythms before the statement of the viola second theme. According to Paul Stefan, the 
extreme contrasts between themes, typical of Bohemian dance music, have also been 
interpreted by some of Dvorak's closest friends as a self-portrait of the composer's own 
temperament, with its alternations of joy and reflection, energy and relaxation. 
Throughout this first movement, Dvorak minimizes the role of the tonic, so that it 
appears mainly at significant formal moments such as the beginning of the exposition, 
the recapitulation, and the coda. At other times the harmonies sometime modulate with 
remarkable alacrity, and emphasize the minor mode. 
Dvorak's works include several examples of a dumka, a Ukrainian term whose meaning 
the composer himself was not really sure of, but which in general signifies a lament. 
Tr ·onally a dumka is either sung or played instrumentally, divided into distinct sec-
tic,_ nd with occasional dramatic outbursts among the mostly pensive themes. In this 
movement, the composer uses the two main themes as the basis for variations. 
The movement's opening motive, played by the piano, is virtually identical to the 
opening of the 1940s popular song by Nat King Cole, "Nature Boy." While the songwriter, 
Eden Ahbez, was sued for breach of copyright, it was the Yiddish melody "Schweig mein 
Hertz" and not Dvorak's Quintet that was cited as the original model, though the similari-
ties between all three works are obvious and pronounced. 
Dvorak titled the third movement "Furiant," a reference to the vigorous Czech dance that 
he had included twice in his earlier Slavonic Dances. But in the manuscript score this des-
ignation is added in parentheses, and possibly was an afterthought. It is not a genuine 
example of the furiant, as it lacks the strong syncopations normally associated with that 
dance. Instead, it resembles a more traditional scherzo and trio. 
The finale, a high-spirited polka, includes both a fugato passage based on the main theme 
and a subdued chorale near the end, but these elements of seriousness are merely inter-
ludes in the movement's overarching verve. 
- Luke Howard 
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$50,000 and above 
Surdna Foundation, Inc. 
$10,000 to $49,999 
Drs. John A. and Harriet S. Carey 
Mr. and Mrs. Saul B. Cohen 
Jeff and Ann Gelfon 
Margaret S. Lindsay Foundation 
Robert and Sharon Ryan 
Ms. Virginia E. Withey 
$5,000 to $9,999 
Dr. and Mrs. Thomas R. Castle 
Clovelly Charitable Trust 
Ann and Gordon Getty Foundation 
Mr. and Mrs. Richard Grausman 
The Ushers and Programmers Fund 
Ms. Diane Young 
$2,500 to $4,999 
Richard F. Balsam, M.D. 
Ms. Sandra L. Brown 
Mr. and Mrs. L. P. Byler 
Mrs. Ellen B. Kazis-Walker 
Dr. Lillie M. Kumar 
The Presser Foundation 
Renaissance Musical Arts, Ltd. 
$1,000 to $2,499 
Ms. Dorothy D. Cameron 
Richard D. Carmel Charitable Remainder Trust 
Ms. Phyllis Curtin 
Mr. Frank A. D'Accone 
Dr. Edna L. Davis 
Chet and Joy Douglass 
Mr. William E. Earle 
Jenny Shader Hersch 
Mr. Blake W. Hinson 
Ms. Phyllis Elhady Hoffman 
Larry G. and Ann Howard Jones 
Mr. Robert E. Krivi 
Mr. John E. Loveless 
Ms. Andrea Okamura 
Mrs. Amy Abrich Shemin 
Mr. Joel Sheveloff 
Mr. and Mrs. Charles A. Stakely 
Ms. Helen J. Steineker 
Avedis Zildjian Company 
Ms. Craigie A. Zildjian 
$500 to $999 
Mr. Bradley M. Bloom 
Ms. Deborah K Delano 
Mrs. Ann B. Dickson 
Mr. and Mrs. Stephen B. Esko 
David Feigenbaum 
Colonel Capers A. Holmes, USAF(Ret.) 
Dr. Jimmie L. Jackson 
Mrs. Be~ky H. McKibben 
Ms. Maureen Meister 
Mr. and Mrs. Virgil A. Procaccino 
Mr. Keith Snell · 
Mrs. Nancy L. Trentini 
$250 to $499 
Dr. Apostolos A. Aliapoulios 
Mrs. Elizabeth S. Anderson 
Ms. Margaret R. Bennett 
Ms. Joan C. Cavicchi 
Ms. Beth S. Chen 
Mr. Dennis A. Clements 
Ms. Allison Fromm Entrekin 
Mrs. Carolyn B. Fowles 
Mr. Eugene Guberman 
Mrs. Ruth E. Hathaway 
Ms. Julia A H ennig 
Mr. and ~rs. James L. Loeb 
Newburyport Choral Society 
Mr. Marlow E. Peters 
Mr. Pierluigi Petrobelli 
Mr. Bernard G. Schwartz 
Mr. and Mrs. Robert N. Slotnick 
Mr. Ira Taxin 
Mr. John Alan Wickey 
Mr. and Mrs. Robert A. Youmans 
Dr. and Mrs. Egon P. S. Zehnder 
(' 
I 
This list represents donors who have generously supported our programs for the past twelve months, as of 
September 21, 2006. Due to program deadlines, some donor names may be absent from this list. We tr · 
you for your understanding. For more information on how you can support the Boston University Col . 
Fine Arts and School of Music, please contact Chris Santos, Director of Development and Alumni Relatiu. ~ 
Boston University College of Fine Arts, 855 Commonwealth Avenue, Boston, MA 02215, at 617-353-2048 or 
ccsantos@bu.edu. 
BOSTON UNIVERSITY SCHOOL OF MUSIC FACULTY 
STRINGS Richard Mackey from HISTORICAL MUSIC EDUCATION 
Steven Ansell via/a• Thomas Martin clarinet PERFORMANCE Bernadette Colley 
Ed win Barker double bass• Richard Menaul from Aldo Abreu rcmrder Andre de Quadros• 
Cathy Basrak, viola Craig Nordstrom clarinet Sarah Freiberg Ellison cello Joy Douglass 
Bonnie Black pedagogy• Elizabeth Ostlingjlute Laura Jeppesen David Hebert• 
Lynn Chang violin Richard Ranti bassoon viola da gamba Warren Levenson 
Jules Eskin cello Thomas Rolfs trn111pet Christopher Krueger William McManus• 
Ed ward Gazou leas viola Mike Roylance tuba Baroque flute James Merenda 
Raphael Hillyer viola Matthew Ruggiero bassoon Catherine Liddell, lute Sandra Nicolucci* 
Bay la Keyes vial in* Eric Ruske /rorn• Marilyn McDonald Anthony Palmer 
Michelle LaCourse viola* Robert Sheena Englislr /ram Baroque violin Evan Sanders 
Lucia Lin violin* Ethan Sloane clarinet• Emlyn Ngai Baroque violin Steven Scott 
Malcolm Lowe violin Samuel Solomon percussion Martin Pearlman• Baroque 
Dana Mazurkevich violin James Sommerville ham ensembles CONDUCTING 
Yuri Mazurkevich violin* Linda Toote flute Robinson Pyke Bruce Hangen 
lkuko Mizuno violin natural trumpet David Hoose• 
John Muratore, guitar PIANO Marc Schachman Ann Howard Jones• 
George Neikrug cdlo++ Jonathan Bass• Baroque oboe David Martins 
James Orleans double lmss Anthony di Bonaventura• Jane Starkman Scott Metcalfe 
Lesl' "mas cello Maria Clodes-Jaguaribe* Baroque violin, viola 
Ar son Pilot lrarp Linda Jiorle-Nagy Daniel Stepner OPERA INSTITUTE 
Ban, __ oeschl-Edrich Randall Hodgkinson Baroque violin Judith Chaffee 
harp Michael Lewin Peter Sykes• lrarpsichord Phyllis Curtin++ 
Michael Reynolds cello* Victor Rosenbaum Sharon Daniels• 
Rhonda Rider cello MUSICOLOGY Ruth Benson Levin 
Todd Seeber double bass COLLABORATIVE PIANO Victor Coelho• William Lumpkin• 
Roman Totenberg violin++ Shiela Kibbe' 
Michael Zaretsky viola Robert Merfeld 
Peter Zazofsky violin ' 
ORGAN 
WOODWINDS, BRASS, Nancy G ranert 
and PERCUSSION Peter Sykes• 
Laura Ahlbeck oboe 
Peter Chapman trumpet VOICE 
Geralyn Coticone flute Michelle Alexander 
Doriot Dwyer flute Sarah Arneson• 
Terry Everson trumpet• Penelope Bitzas• 
John Ferrillo oboe Kendra Colton 
Richard Flanagan perc11ssio11Sharon Daniels• 
Joseph Foley trumpet James Demler' 
Timothy Genis percussion Simon Estes• 
Ian Greitzer clarinet Jodi Goble 
Ronald Haroutounian Phyllis Hoffman• 
bassoon Frank Kelley 
Scott Harhnan trombone Susan Ormont 
John Heiss flute Jerrold Pope• 
Gregg Henegar bassoon Maria Spacagna 
Daniel Katzen ham 
Renee Krimsier flute 
Lynn Larsen horn 
Don Lucas trombone• 
COLLEGE OF FINE ARTS ADMINISTRATION 
Walt Meissner, Dean ad interim 
Andre de Quadros, Director, School of Music 
Jim Petosa, Director, School of T11eatre 
Lr len, Director, Sclroal of Visual Arts 
Pa itro, Assistant Dean, Enrollment Services 
Ellen <.a rr, Executive Director of External Relations 
Mary P. Squiers, Executive Operations Officer• 
Brita Heimarck• Adam McLean 
Thomas Peattie• Betsy Polatin 
Joshua Rifkin Christien Polos 
Andrew Shenton• Maria Spacagna 
Joel Sheveloff" Jeffrey Stevens 
Jeremy Yudkin* Georgia Talbot 
Allison Voth* 
THEORY and 
COMPOSITION STAFF PIANISTS 
Martin Amlin• Michelle Alexander 
Theodore Antoniou• Eve Budnick 
Deborah Burton • Jodi Goble 
Richard Cornell' Phillip Oliver 
Lukas Foss David Richardson 
Samuel Headrick• Lorena Tecu 
David Kopp• 
Rodney Lister' 
Elena Roussanova Lucas 
Timothy Melbinger 
Ketty Nez• •Denotes full-time 
John Wallace• faculty 
Steven Weigt" Deparhnent Chairmen 
represented in bold 
++Emeritus 
SCHOOL OF MUSIC 
PRODUCTION DEPARTMENT 
Diane McLean, Stage Manager 
Martin Snow, Keyboard Tedmician and Restoration 
Roberto Toledo, Recording Studio Manager 
Chris Wilson, Recording Engineer 
Whitney Guy, Sdreduling and Programs Coordinator 
Kris Sessa, Librarian 
Janine Rinke, Acting Director of Admissions and Student Affairs' 
Anthony Enslow, Executive Assistant 
Chris Santos, Director of Development and Alumni Relations 
*-indicates employee of the School of Music 
BOSTON 
UNIVERSITY 
COLLEGE of 
Fine Arts I 
\.. 
855 Commonwealth Avenue, Boston, MA 02215 · · 
617.353.3350, www.bu.edu/cfa 
